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Abstract 
This paper aims to discuss how dance animateuring works as pedagogy of recognition. The research is practice-led, and it 
includes activities on two levels. The first part includes an artistic project: creating a multi-disciplinary performance Katiska in 
collaboration with a music composer, five young men (all Finnish and aged 15 18) and the researcher as the animateur of 
Katiska. The second stage of the research describes the educational and art-based research activity of this kind, and most of all, it 
proposes a new form of educational practice, the pedagogy of recognition. 
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1. Introduction 
An animateur is a professional artist with a dedication to artistic leadership in community context.   Borrowing 
from French language, hers 
, see also Animarts 2003). 
of which links 
-  (Kurki, 2006, p. 
achieve a mastery of any particular dance technique or style but rather to help everyone to find their own living body 
and its expressiveness through improvisation of movement. Dance animateuring intertwines the body and the mind; 
therefore it is also an attempt to return to the holistic understanding of human. In a fundamental level dance 
animateuring means to encourage each individual to respect their own body and movement, to respect it as it is.  
As a practical example of dance animateuring this paper presents Katiska project, which began in summer 2007. 
It is a collaboration of me as the animateur and researcher, a music composer and six Finnish young men; Aimo, 
Jere, Lauri, Mikael, Rasmus and Valtteri. The project started as a multi-disciplinary artistic research about being a 
tic research, had its premier on the 8th of May in 
2008, and since then, it has been performed over 30 times, in five European countries and in six different cities in 
Finland. The young men, originally aged between 15 18, who had almost no experience of theatre or dance before 
this project, have surprised the audience, not only with their incredible musical and physical talent, but also their 
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openness and energy, which they bring onto the stage. Katiska, a dance theatre performance, invites the audience to 
 expressed with movement and music. 
One of the dancers, Mikael, described the animateuring process of Katiska: 
theatre or dance before, I was like, what am I doing here, but then when we had fooled around for six months, I 
started to find the movement  
tart to do something, you get into it, 
and it starts to open up to you better and you begin to like it more  you kind of get to know the field. All these 
ve been very close-
 like a curtain has fallen in front of my eyes. 
But then it kind of opened up in a new way, when I got to do it myself.  
2. Pedagogy of Recognition 
Inspired by the work of Paul Ricoeur, The Course of Recognition (2005), I will now formulate my own course of 
recognition, from the pedagogical point of view.  First, I will discuss the purpose of education from the model of 
identifying and producing towards the pedagogical attitude of experiencing and expressing in improvisation. 
Second, I will move from recognition as identification to self-recognition and questions of identity as narrative and 
performative. The third level of the course of pedagogical recognition is the means of mutuality, where the 
celebration of difference and ambiguity is central. 
2.1. From Producing to Improvising 
Cartesians has thought us that there is the objective world around us, the truth which is the same for everyone, 
and from which, through our rational thinking, we are able to perceive knowledge about. Varto (2003b) suggests 
 (p. 115), the whole history of Western world 
would probably be very different. Traditionally, following Cartesian heritage, the aim of art education is that the 
learner should identify the characteristics of a particular art form and then produce her/his own work of art 
according to those rules. This has usually been the case also in dance education where the dancer is required to 
, which have been created inside a specific genre.  In contrast, dance 
animateuring is an educational and artistic practice with its heart in experiencing, interpreting, improvising and 
expressing new understanding. To be clear, I claim that in experiencing the expression of art and in interpreting the 
subjective meaning of it, in the spirit of animateuring, we are creating new understanding, through recognizing 
rather than knowing. 
How do we know, whether we are right or wrong? I would say that it is easy, because in knowing we are always 
right. It is in the act of recognizing that we come to know, whether we were originally wrong. Ricoeur (2005, p. 63) 
claims that recognition does not only detach itself from knowledge but it rather opens the way to it, and it is indeed 
hesitation that gives recognition its dramatic character. Also Merleau-Ponty (2008
 (p. 463). I claim that art, with its ambiguous nature, makes you to approach 
the concept of knowledge critically, and it also teaches you to accept misrecognition. I agree with Uspenski (1991, 
p. f art faces the conventional 
image of reality but then suddenly she/he is confronted with an opposite truth, which forces the viewer to change 
her/his point of view. This was also experienced in Katiska by critic Riina Hannuksela, who wrote on Savon 
Sanomat newspaper in the 18th of June 2009: Katiska tells the young man's experience of the world and its 
expectations. It gives you a peek to the life of young men through hobbies, friendships, in difficulties to love as well 
as through male idols. The various dimensions open up both in hideous straightforwardness and in delicate, lyrical 
expression. The work could have the risk of collapsing to stereotyping, repeating what has already been said, but 
the movement at the same time dark and light, its seriousness and irony prevent it from crashing into this trap. First, 
they may declare the Truth, but in the next instant they laugh at all of that. 
Fraleigh (1987, p. 39) claims that at first, dancer knows the dance as an it ; its accepted ideal, which also means 
immediately technical challenge for her/him. In contrast I would suggest that in improvisation practice we are 
an open ended world. In its best there is not 
723 Raisa Foster /  Procedia - Social and Behavioral Sciences  46 ( 2012 )  721 – 725 
can notice that the traditional, technique oriented dance starts from the idea of 
achieving the ideal performance, the truth given a priori, and by training it finds freedom in skill; when in contrast, 
improvisation implies freedom from the start and thus truths are found a posterior from the experience of a moving 
body, in recognition. We can never know when, or if at all, we have found the final truth, and this is probably one of 
the most important things that improvisation practice can teach us.  
2.2. From Self-esteem to Self-Recognition 
the acts of identifying and distinguishing, expressed as distinguishing true from false, leads us to think that mistakes 
are something to be avoided, to discover and to condemn. But, as Ricoeur proposes, mistakes are relevant part of the 
search for the truth and thus he 
which goes with the ambiguities of an incomplete, open- , 
2005, p. 256 259.) Perhaps this is the suggestion that we should keep in mind when conducting identity projects in 
practice based research, but also in any other education situation. Thus I claim that by accepting the mysterious 
pathways of our lives, by letting ourselves to fall into the ambiguous space of bodily perceptions and by reflecting 
the flow of self in its constantly shifting surroundings, we are able to stop the project of rigorous cultivation in the 
spirit of egoistic individualism and in the name of building self-esteem. With this major shift in our attitude and 
practice, I claim that we are able to find the authenticity of identity with reflective self-recognition.   
Lauri described his experiences of performing in Katiska: 
There [at the end] I returned as my public, general, self, that put Jokapoika-shirt on, the belt buckle on the side and 
the collar up. There I came back to myself, even though I had been myself somehow, but like entirely, like my own 
clothes, came in as faceless soldiers wearing masks. There [at the end] everyone separated from the group, where 
all the five guys were wearing black, everyone wearing S-size shirts. And so, from the uniforms, everyone came back 
from the group to their individual state. 
ion shows us the constant struggle that we have when trying to define who we are and, if and 
when, we truly are ourselves. In everyday use the word 
sses the act of identifying, on one hand of belonging and on the 
other hand 
dancers wear. His words indicate that it is important for him to separate himself from the group as an individual, but 
at the same time he experiences difficulties to grasp the accuracy of whether he is truly himself on stage. His 
description also brings to the front the questions of private and public aspects of self.  
Self-esteem tells how we think of and feel about ourselves. I claim that in animateuring projects we are aiming 
the participants to become authors of their lives and to have authority 
ultimately to be the original creators of on
However, the concept of authority, which is closely linked to the concepts of self-esteem as well as to individualism, 
all have a great risk of turning into egotism. I find the concept of authority problematic both if we leave the totality 
our authority 
to someone else. In the usage of the verb recognize
we can notice that they having greater worth  (see also Ricoeur, 2005, p. 211). Thus I 
argue that serious problems may occur, when an individual is not able to evaluate her/his own abilities according to 
realistic comparison to others, and perhaps she/he then even places her/himself in superior position above others.  
We can learn from Foucault (1984, p. 43 49) that there has been throughout the history of individualism 
 or to transform oneself. I agree with Foucault that 
aware of the different exercises and various activities that we are encouraged to attend in order to take care of our 
bodies, as well as meditations, readings, notes and talks that are offered for us in our intellectual cultivation project. 
We are also constantly stressed about the lack of time we have, and feeling unable to control the portion of our day 
or our life that we should devote to this constant project of making us to fit into the ideal (see also Varto, 2003a, p. 
138 144). 
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Ricoeur (2005, p. 101) proposes the term narrative identity to characterize both the problem and its solution of 
personal identity. Ricoeur claims that because the nature of real life experiences is vague  it seems to escape from 
all definitions  we need narratives, the ability to tie all the heterogenic elements of self together in order to organize 
our lives retrospectively (Ricoeur, 1992, p. 162). But I claim that it is not only by looking back that we can create 
narratives but also by looking ahead, forming our lives prospectively. This is exactly the reason why we should 
understand both the danger and the potentiality of self-recognition as narrative construction; in other words, its 
ability to take the self as something or someone that she/he is not. If we do not understand the concept of identity 
just as a correct or incorrect description of the self, but rather a productive recognition of the self, it makes 
 
In her book Gender Trouble (1990) Judith Butler states that gender is not something that we have, but rather 
something that we perform.  Similarly Butler (1990, p. 25) claims that the whole concept of identity is complex, free 
Butler, and also Ricoeur, our identities are always produced in social practices, discourses and institutions by us 
repeating generalized rules and norms. Butler states that performativity of our identity is only possible because there 
are culturally established set of gestures that are imitable and repeatable. The concept of identity is culturally 
produced and thus constantly shifting, that is why I claim that the practice of, especially performance, art can be 
seen as a natural channel to reflect the Self that extends both into the past and the future, and also, specially for 
children and adolescents, as a safe tive narratives and performance  
2.3. From Tolerance to Mutuality 
Ricoeur (2005, p. 187) argues that the course of self-recognition ends in mutual recognition. As already seen in 
the previous section, the concept of identity could not be defined without taking into account the connection 
between the self and the other. One of the first thoughts I had when we started to work with Katiska was the 
idea that the boys should not represent some stereotypical image of a young man, but rather they would 
tell us something that we did not know before. The viewer would have to confront this face to face; I do not actually 
know, although I think I know. The viewers would then have to re-evaluate their preconceptions; they would have to 
be in a dialogical relationship with the other and the world. By dialogism I mean more than just interaction with 
another person. I follow Merleau-Ponty (2008) and argue that dialogism predominantly means that you are in 
corporal relation with the world and the other, and thus I claim that in dialogical relation you are also forced to 
evaluate your thinking, your prejudices and attitudes constantly, and organize them again and again. I agree with 
Merleau-Ponty (2008) that freedom is only possible in relation with the world and other people. The possibilities, 
capacities, choices, cannot be found outside of me, but rather in my relation with the world and in me as part of the 
world. In my freedom I am still intertwined with the world. Animateuring aims to work as supporting the plurality 
of voices and initiating dialogue between multiple subjects through creativity, expression and reflection. I claim that 
in this kind of practice the continuous perception of identity and alterity can happen. It seems that this shift from 
universal objectivity towards the real reality is that, what contemporary art is able to offer; in other words, its ability 
to understand the existence of the ambiguous network of subjectivities.   
Art can  Through art we can also 
identify the structures and the roles in our society, in which we are also ourselves involved, either as 
active producers, reproducers, or as passive approvers. After the first performance season I received a spontaneous 
email from a 17 years old vocational school student girl. She was very impressed of Katiska and wanted to thank me 
for the experience that it provided for her. Her email convinced me that Katiska was not just a significant experience 
for us, the working group, but that it also had an important impact on our viewers. It made the female viewer to 
reflect the life of men and also empathize with them, but also to criticize the society with its norms: I just had to 
email you due to Katiska! I do not even know what I expected to happen during the evening but it was a complete 
to be so profound and full of things to 
reflect upon as I experienced it to be. From a female point of view, the performance made me think differently about 
the life of a young man. It made the opposite sex human. ... This really makes you think and it got at least me to 
appreciate fellow human beings and life but also, on the other hand, to criticize society and the world about values, 
ideals of beauty, education and pressures.  
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Katiska offers, not only for the directors and the actors, but also the general public, an opportunity to reflect 
on s self and the world. It helps us to see the world in different ways; it opens our horizon. Both the performer 
and the viewer  perspective is only one among many others. There are so many 
perspectives as there are people. We share common experiences, thoughts and beliefs, but  is still 
personal and unique. Katiska is both private and public experience. We are so accustomed to the way we look at our 
truth and knowledge that we think them as the only Truths. Art can teach the critical approach, and braveness 
to throw ourselves fearlessly into the unknown. As also Katiska has taught us, art may confuse and even irritate the 
public, but the new cannot arise, if the old does not first burst out. It is central for dance animateuring to celebrate 
diversity and different, contrasting views. Art sees richness in multiplicity.  Only then we can enter from tolerating 
other people to true mutuality, living peacefully side by side. 
3. Conclusion 
The shift from a traditional the 
Other. Thus dance animateuring is not a one-way monologue, a choreography created with the superiority of a 
choreographer, but rather a montage created in dialogue  not just in collaboration between the animateur and the 
dancers but with the audience as well. When understood in this way, dance is something that is recognized but not 
known  and I argue this is the very reason why contemporary dance is still in a marginal role in our society. This 
can be easily seen also in school subjects; Western tradition privileges cognitive over corporeal. Dance is something 
murky, it seems to live its own life, it cannot be controlled and thus it is treated as dangerous. The low social status 
of dance, its sensual nature and the difficulties of studying such a momentary event are all the reasons for the fact 
that dance still struggles to have acceptance of its value and thus also a place within formal institutional structures 
(Carter, 1999, p. 2), such as in school curriculum. I argue that the practice of art, in the spirit of animateuring and 
with the existentialist attitude, has the ability to challenge the mechanistic world view, the idea of objective truth, 
which still so often taken for granted. Our existential being is the life and the world happening in spontaneity; it is 
an open process, not closed and decided totality.     
It must be noticed that the both concepts of identity  narrative and performative  assume a recipient. Thus I 
argue that we should not try to search for the individual liberty and the authenticity in an egoistic separation of one 
from the other, but in fact from the opposite, in acknowledging the connection of how the self belongs to its 
surroundings, to the culture, to the history, to other human beings and to the whole world. In searching for the 
authenticity of identity we come to know that each of its layers does not invalidate the prior, but rather, it reveals 
that it was simply the incomplete truth. A word after word, a story after story and an act after act the layer upon 
layer of mystique, with no certain end, is unfolded and the most authentic sense of self is recognized in all and every 
one of these layers. In other words, it is the journey to the mysterious mutuality that creates the revelation of our 
identity and the alterity of the other.  
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